Many studies of the Gothic Romance have argued for the importance of sight and obscurity to its aesthetic forms; however, its soundscapes have been considered more scarcely, with only Dale Townshend reading, in any extended sense, the sonic dimensions of the originate Gothic of the late eighteenth century. As this article argues by drawing from Mladen Dolar's psychoanalytic formulations of the object voice, the obscured or sourceless voice as a means of auditory persecution is an important mechanism in both horror Gothic and in the Radcliffean school of terror. An example of the horror or 'male' Gothic of the early nineteenth century, Charles Maturin's Melmoth the Wanderer (1820) stages a series of persecutory voices that invoke the negative, timbral sublime -an overwhelming textual/auditory excess and a representation of what, theoretically, Dolar has described as 'the voice beyond logos, the voice beyond law'. It is precisely through such an invocation of a negative sublime that the interrogative voices of Melmoth attempt to dominate those to whom they call. Yet, in Ann Radcliffe's literature of terror, the disembodied voice is shown, consistently, to lack the authority of law: it is often mistrusted and its source misplaced. Thus the acoustic dimensions of the Gothic Romance, I argue in this chapter, are shaped in part by the distinctive ways in which the terror and horror literatures of the period negotiate and stage the inherent alterity of the troubled and troubling voices that echo throughout their pages.
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infernal Melmoth to a beleaguered Stanton as he is imprisoned in a continental asylum. With a darkly bleak cell as its setting, the passage cited here invokes a number of recognized symbols of Gothic entrapment. Stanton will be enchained, he is warned, throughout his sickening descent into depravity, with his every move paroled by Melmoth's gaze: a paralysing look that strips Stanton of his humanity but not his reason. The gaze and the voice -the theorizing of which has so fascinated Jacques Lacan and his acolytes in the Slovenian school of psychoanalysis 1 -are consistently the bearers of horror and persecution in
Maturin's novel. Of particular interest to the argument that will be developed below regarding the acoustics of the Gothic Romance is that the agony of Stanton's bodily enchainment is redoubled by an auditory assault from a seemingly sourceless voice. Stanton is threatened not just by the paralysing gaze of the fiend before him but he must bear also the uncanny peal of Melmoth's disembodied voice and its a-symbolic 'ring'. This early encounter between Stanton and Melmoth sets a precedent for the sonic concerns of Maturin's novel more widely, foreshadowing, as it does, the verbal assaults of the Inquisition that occur later in 'The Spaniard's Tale'. Drawing from the theories of Michel Foucault, 2 the importance of sight and obscurity to its aesthetic forms has been highlighted frequently in studies of the early British Gothic, but the object voice's role in these fictions has been considered more scarcely. As I hope to prove here, the obscured or sourceless voice as a means of auditory persecution is an important mechanism, not only in the male Gothic of the originate period of the British Gothic Romance, but, too, in the novels of Ann Radcliffe.
Radcliffe's tales of terror, which are exemplary of the Female Gothic mode, tarry with the object voice more cautiously than Maturin's fiction; while in the creature's rejection by society in Mary Shelley's Frankenstein ([1818] 1831) -another Gothic horror of the early nineteenth century -there is a particularly important turning point that marks a change in 4 register from the voice as an invoker of desire in Radcliffe to its more visceral incarnation as excess and drive in Maturin.
In the close readings that follow of the timbral horrors of Melmoth and of the voice in its ambiguous status as a disembodied object in Radcliffe, it becomes clear that there is a complex appropriation of the voice, too, as an ethical agent of law in each text; where the differences between these appropriations may be drawn from broader and contemporaneous distinctions between terror and horror. In its scenes of degradation and interrogation, Melmoth invokes a negative timbral sublime -an overwhelming textual/auditory excess in the classical tradition of Longinus' understanding of sublime writing -so as to approach what, theoretically, Dolar describes as 'the voice beyond logos, the voice beyond law ' (2015: 45) . It is through this sleight of hand that the interrogative voices of Melmoth attempt to dominate those to whom they call. Refusing a sanitizing narrative arch, Melmoth the Wanderer ([1820] 1998) draws attention to the object voice's role in sustaining the perverse laws of the Inquisition; the voice becomes a sublime object, one which Melmoth adopts in his attempts at satanic seduction. In Radcliffe's literature of terror, the disembodied voice is shown, consistently, to lack the authority of law: it is often mistrusted and its source misplaced. From the mother's moans in A Sicilian Romance (1790) to the threatening, disembodied and cautionary voices of The Italian (1797), the acousmatic voice lacks the agency to command in Radcliffe. Mirroring her novels' tendency to resolve themselves through the construction of a sanitizing frame of romance, Radcliffe's preference for the explained supernatural, ultimately, robs the disembodied voice of its alterity. Radcliffe, too, consistently aligns the voice with the character of its bearer: a move that, at least when considered through the theoretical lens of Mladen Dolar's (2015) recent writings on the object voice, we can take as demonstrating a preference for the fantasy of the voice-as-self.
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The acoustics of the Gothic Romance, as I argue below, are consequently shaped by the distinct ways in which the terror and horror literatures of the period negotiate and stage the alterity of these object voices.
The disembodied voice in the Gothic Romance
Sustained scholarly engagements with an acoustics of the Gothic Romance are rare. In perhaps the most notable reading thus far in the field, Dale Townshend draws a parallel between the poetics of sound in Romanticism 3 and the acoustics of terror in the Gothic; one that comes to prominence in those gloomy scenes in which the gaze is obscured or thwarted in the Gothic. Citing the 'deep hollow groan' that emanates from the vaults of John Aikin's 'Sir Bertrand, a fragment' of 1773, Townshend argues convincingly that 'supplementing the gaze in those places to which visibility cannot extend itself, the mere prominence of sound and noise in late eighteenth-century Gothic fiction already seems to point to a certain blindspot within the visual field ' (2005, par. 15) . In a particularly crucial change in register from the visual to the auditory, Townshend notes that in Radcliffe's The Italian ([1797] 1998) -as the novel's chivalrous hero Vivaldi journeys to the Villa Altieri -'the haunting of the apparition is achieved solely through the powers of the voice ' (2005, par. 11 upon this expectation to demonstrate that the marchioness, as ghost, has been stripped of her identity and marginalized politically. After Julia encounters her mother in her cell, the latter recounts once being allowed by a servant, Vincent, to view -from a distant window -her daughters leaving Mazzini; in this momentary reprieve from her imprisonment, the marchioness gained a glimpse of her children in 'the full light of day' if only to lament that those who could save her were at 'too great a distance for my weak voice to reach' (Radcliffe with a universal tremour; the dread of discovery so strongly operated upon her mind' (Radcliffe [1790] 2008: 175).
The marchioness' wailing demonstrates her symbolic non-identity in A Sicilian Romance demonstrates 'sagacity enough to discover' that his 'unnatural hideousness' of appearance is 'the chief object of horror with those who had formerly beheld' him. Importantly for this discussion of the false understanding -conscious or otherwise -of the voice as self, the monster reflects, too, that his 'voice, although harsh, had nothing terrible in it' (Shelley [1831 (Shelley [ ] 2003 . It has been noted that as a monstrous hybrid -part-human, part-animal in form -the creature's 'narcissism is […] thwarted from the outset' (Dolar 1991: 16 ). Yet, the monster's identification with its own civilized voice is a narcissistic misrecognition of its voice-as-self: a hopelessly ill-fated fantasy that dissolves as soon as it is tested through the encounter with De Lacey in which the creature is chased from the family's home by Felix.
The monster embodies a zero-point of subjectivity -he represents a traumatic core of nonidentity -and has been, since birth, the bearer of an impassable and traumatizing gaze that paroles Victor (Dolar 1991 20 set-up in the following section, I argue that the Gothic Romance does invoke the acousmatic voice as a horrific and an 'uncontrollable excess' (Botting 2015: 99) and that this traumatising object voice is, ultimately, sublime in character.
The negative sublime and the Gothic
If the sublime may be said to form part of a shared 'aesthetic history' between the Gothic and Romanticism (Botting 2013: 13) , then it is clear that the Gothic has long had an interest in its negative aspects in particular. Cohering with the male Gothic's predilection for horror, an experience of sublime awe may be 'crushing or engulfing' and mark a moment for the subject at which 'the power of an object or event is such that words fail at points of comparison disappear' (Shaw 2006: 2) . That the sublime may overpower the subject by exposing them to an arena of feeling that is beyond language -a conceptual space of wonder that exceeds discourse and which either erases the subject's sense of self or, at the very least, renders the self as miniscule, insignificant -is one common to its Romantic, eighteenthcentury conceptualizations. In the Gothic, though, this experience often does not lead to the attainment of a higher knowledge, as it may do, for instance, in the poetry of William Wordsworth; it fails to resolves itself through epiphany, bringing to the fore, instead, an uncanny dissonance. For Robert Miles, it is a 'hermeneutics of desire' that drives the fearful, uneasy sense of the sublime in the novels of Ann Radcliffe. He argues that 'the Gothic and Romantic sublimes take alternative turnings', where, in particular, the Gothic sublime is closely linked to the uncanny, the moment when the homely, or familiar, repressed and made strange, reappears within narrative repetition. The uncanny reveals the self, to itself, as no longer the master of its own house. (Miles 2002: 63-64) Burke's writing on the sublime, too, implies an important parallel between the torturous scenes so familiar to, say, the Male Gothic's many figurations of the Spanish inquisition, and the sublime power of suffering: it is pain's paradoxical stance as 'stronger in its operation than pleasure', while being a lesser evil than death itself, that marks the latter as a beyond that is more horrendous even than the pain of corporeal suffering; 'death', he posits, 'is in general a much more affecting idea than pain; because there are very few pains, however exquisite, which are not preferred' to it (Burke [1757] 1958: 39-40). Burke argues:
The passion caused by the great and sublime in nature, when those causes operate most powerfully, is Astonishment; and astonishment is that state of the soul, in which all its motions are suspended, with some degree of horror. In this case, the mind is entirely filled with its object, that it cannot entertain any other, nor by consequence Mishra argues that an opening-up of an apocalyptic, end-times for the subject -where it may be annihilated -is one of the sublime's most potent and disturbing effects. Mishra suggests of the Gothic sublime that, 'it is the threat of apocalypse that is the spectacle of the sublime; it is the threat of self-extinction and "self-dissolution" that forces the subject to retreat back into the comfortable frame of the beautiful ' (1994: 227) . Its Gothic shades include the revelation of transgenerational secrets to the protagonist John Melmoth after he beholds a mesmerizing portrait of his ancestor. The image of the man in the painting suggests 'nothing remarkable' in his 'costume' or 'countenance', but 'the eyes, John felt, were such as one feels they wish they had never seen, and feels they can never forget' (Maturin [1820] 1998: 17-18, original emphasis). Revealed in an uncanny mise-en-scène close to his uncle's death bed, John discovers that his ancestor Melmoth, recalling the figure of the wandering Jew, still walks the earth disquietedly, seeking to persuade those whom he encounters to assume his role in an infernal pact that has unnaturally sustained his life. As he laments to John towards the novel's gruelling ending, Melmoth, ultimately, has 'traversed the world in [this] search, and no one, to gain that world, would lose his own soul!' (Maturin [1820 (Maturin [ ] 1998 . His infernal rhetoric is thus a failure of sorts: an auditory assault that has persecuted but not persuaded others to take his place as Faust. Melmoth does not merely seek a confession -as an Inquisitor may -but a dedication to future torment: the interrogated must agree to become him. Reiterating this sense of language as failing, the original seduction of
Melmoth by the rhetoric of the devil remains unheard, and its reproduction by Melmoth impossible.
As a figure of eternal obscenity, critics, as well as writers as esteemed as Honoré de Balzac, have been drawn to Melmoth as the archetypal outsider: an infernal incarnation of the Byronic archetype. Recalling also the foreign, male tyrant of the Gothic Romance, he takes a perverse enjoyment in witnessing the horrors that may befall others. As Stanton recalls with astonishment in his manuscript, Melmoth laughs heartily while 'gazing on the lifeless bodies' of two lovers whom 'lightning had struck and blasted' (Maturin [1820 (Maturin [ ] 1998 . Indulging in horrors that seem, at least at first, to be radically different to the veiled terrors of Ann Radcliffe's Gothic Romances, Maturin's most-read novel is considered by critics to be a 'paranoiac text, in which malevolence becomes its own justification' (Punter 1996: 128 and sustained focus upon psychopathology and narrative truth, suggest an 'increasing complexity of verification' in the literature of the period, which is achieved, partly, by their concern with the 'ambivalence of persecution' (Punter 1996: 136 suggests, the many confrontations with the machinations of the law as it is staged in Godwin or in Maturin invokes a particular historical understanding of the 'juridical subject' of the early nineteenth century who is, by association, a 'guilty subject' caught-up in 'a modern juridical force that reproduces its authority through the construction of a deeply conflicted, abject juridical subjectivity ' (2007: 143) . In her Žižekian reading, Chaplin recognizes that 'Gothic fictions bring to the fore the law's obscene dimension' where Melmoth as a 'labyrinthine text', in particular, 'frustrates and persecutes its reader ' (2007: 153) . One source of this frustration is the dimension of the text that -given its multiple embedded narratives -'debunks the illusion of the "neutral-objective point of view"' and so leaves the reader open to encountering a troubling alterity of perspective in their very act(s) of reading (Leach 2011: 23) . Cohering with, yet extending Chaplin's psychoanalytically informed argument, of interest here is not only Melmoth's status as a persecutor and as the obscene supplement to law but, more specifically, it is that his voice forms part of the persecutory process that
Melmoth calls upon to torment his subjects. While, at least theoretically, the word or 'logos' may be understood as 'law', we will see that the surplus of law -its obscene dimensionrelies upon the voice to assert itself and to dominate the guilty, juridical subject. words the figure disappeared instantly, and the voice was soon renewing its whispers, but they were repeated to an insensible ear, for I fell into a swoon. (Maturin [1820] 1998: 157, original emphasis)
The voice here acts to exorcise the fantasy of the elevated, ghostly lady, and instead reveals the traumatic core that this sublimation -as a phantasmatic screen -works to cover-up; it is, too, merely one example of the myriad voices that populate the dungeons of the Inquisition.
Later in 'The Spaniard's Tale', Monçada is led to a church altar where, already disorientated from his capture, he experiences law and authority as pure voice: 'I approached the altar and 22 attempted to kneel, -an invisible hand repelled me. A voice seemed to address me from the recesses of the altar, and demand what brought me here?' (Maturin [1820 (Maturin [ ] 1998 . This encounter is framed by an earlier invocation of the 'thundering voice' of his Superior who, when he addresses them at matins, leaves his monks 'shuddering' with the 'terrible sounds' of his calls for penance (Maturin [1820 (Maturin [ ] 1998 . The textual acoustics of such moments integrate classical and Romantic understandings of the sublime by rendering the voice as 'thunderous'. Those interrogative words that ravish take on, metaphorically, a terrible sublimity that recalls the vast soundscapes cited in Burke's Enquiry ([1757 ] 1958 .
Resonating with Melmoth's interrogation of Stanton while he is trapped in an asylum, an important part of which I cite as the epigraph to this article, the voice takes precedence here as the entire phenomenality of the interrogator's presence. 6 In turn, Melmoth's promise to
Stanton that 'my voice shall ring in your ears' does not merely describe a particular intersubjective demonstration of power in the text; its force is mirrored in the other voices of the (tyrannical) Catholic persecutors who interrogate Monçada. As psychoanalytic theory consistently argues, the object voice may 'throw' itself into others' mouths through acts of ventriloquism and its cause seems always insufficient to produce its effect (Dolar 2006: 67) .
In this instance, its traumatic core is displaced from the infernal Wanderer to those who seek confession through Inquisition. Thus, Monçada is subjected to an acoustics of imprisonment where, by night, he is sleep-deprived by the acousmatic whispers of Melmoth -these 'terrible sounds were re-echoed in my dreams' recalls the Spaniard (Maturin [1820] 1998: 156) -and where, by day, he must face a Superior whose sublime rage is described as 'majestic and overwhelming' and who boasts that his '"voice might summon half to the convent to seize you this moment"' (Maturin [1820 (Maturin [ ] 1998 . As an excessive sensory assault, such torture resonates with horror's predilection for an overwhelming of its victims, where in Melmoth the horrific effect is produced by a redoubling of the sonic rather with the visual realm.
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Further horror lies in the possibility that the object voice -set free from its moorings in the body -may overwhelm the very frame of textual representation itself. This is exactly the point at which we encounter the 'negative' timbral sublime at its most dangerous. In a diabolical rendering of the voice-as-self, Melmoth's infernal voice marks his identity as a radical, spectral other:
The rest of his figure, enveloped in darkness, gave to this bodyless and spectre head an effect truly appalling. The ferocity of his features, too, was softened into a heavy and death-like gloom, as he repeated, 'We part never, -I must be near you for ever,'
and the deep tones of his voice rolled like subterranean thunder round the church. A long pause followed. He continued to stand in the same posture, nor had I power to change mine. (Maturin [1820 (Maturin [ ] 1998 The acousmatic voice of perverse law, here, is shown in its full splendour. This Gothic invocation of the timbral sublime -the thunderous object voice that threatens its very frame of representation -is traceable to Renaissance drama. The thunder strikes in Revenge Vindice's very allegiance to the law of thunder suggests that he will be undone by it. This is the exact contours of the Faustian pact. As Faust, Melmoth's status as a perverse supplement to law, which is mirrored by the Inquisition's torturous enticement of false confession, means that his sublime tale may never fit the frame of sophistic representation that could seduce, rather than overwhelm, those whom he pursues. Thus, the acousmatic voice -in a surprising dynamic that recalls Radcliffe's distrust of it -fails to persuade those whom it calls to in Melmoth. The timbral sublime is almost too much for the subject of interrogation to bear -it takes their selfhood to the very edge of annihilation -and, ultimately, it fails to penetrate and ventriloquize the inner voice of conscience of those who it interrogates.
Conclusion
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In his much-cited introduction to The Oxford Book of Gothic Tales, Chris Baldick contends that Gothic 'should combine a fearful sense of inheritance in a time with a claustrophobic sense of enclosure in space, these two dimensions reinforcing one another to produce an impression of sickening descent into disintegration ' (1993: xix) . The disembodied voices of the Gothic Romance may contribute to producing both of these effects. There is a fearful sense of a malign 'inheritance' rendered in Radcliffe's, ultimately explained-away, sublime but, ultimately, the voice fails to elicit the response it desires from those who are interrogated so as to cast into doubt the entire ritual of the confessional. Importantly, the examples of the disembodied voice cited here from the Female and Male Gothic modes suggest distinct differences between the object voice's invocation in terror and in horror fiction. In the Radcliffean Gothic Romance, the disembodied voice places into question the identity of the speaker (or crier) of the utterance heard: whether that be the 'hollow' sounds that resonate throughout the Castle Mazzini or the ghostly monk's forewarnings to Vivaldi in
The Italian ([1797] 1998). In a Sicilian Romance ([1790] 2008), the misunderstanding that unfolds regarding the source of the mother's moans is partly temporal in character: her voice is thought to beckon towards past-generational transgressions rather than present injustice. As
Isabella van Elferen has suggested, 'disembodied sound renders audible the temporal dislodgement that is inherent to spectrality: it unlocks present sound from past origin, leaving 26 that origin unheard, unsignified, non-existent ' (2013: 430) . Ultimately, Radcliffe puts her narrative to work so as to resolve the origin of the disembodied voice and, in so doing, her acoustics of the Gothic assist in rendering the sanitizing frame of the explained supernatural, one which closes the temporal gaps opened up by the mother's wails. There is no such clean resolution in Melmoth. At the beginning of the novel's second volume, Monçada laments to John Melmoth that words fail him as he attempts to describe the tortures that he has encountered; his trauma remains present: 'he trembled, -uttered some inarticulate sounds, -wept; -and his agitation appeared to Melmoth, with his uncontinental feelings, so violent, that he entreated him to spare the description of his feeling and proceed with the narrative' (Maturin [1820] 1998: 131, original emphasis). The continental tale of Monçada becomes an impossible, primal scene of myriad traumas. Those 'thunderous' and acousmatic voices that he has encountered retain their alterity even when they have failed to illicit the confessions that their bearers desired.
